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Reframing Parody and Intertextuality in Scream: Formal and Theoretical Approaches to the 'Postmodern' Slasher
Fran Pheasant-Kelly
As a pivotal slasher film of the 1990s, Scream (1996; dir Wes Craven) is distinctive from earlier productions of the genre in its multiple allusions to other films and art forms that had preceded it. Its uniqueness arises from the fact that even as it is composed of fragments of previous 'texts', these are reframed to generate a set of revised aesthetic and narrative characteristics for the genre, which, in turn, provide a template for subsequent slasher films (though the genre underwent further change following the September 11 attacks [see Wetmore 2012] ). Moreover, although these often-blatant intertextual references are directed towards a knowing audience, the film is genuinely horrific because its gruesome scenes of death not only offer homage to the conventional slasher but also accentuate to the extreme the genre's abject aspects. In short, it displays both visual and intertextual excess while its numerous cross-references signal a more pervasive cultural shift from authorial perspectives to one that privileges other texts as source material, and, even though the names of directors associated with the horror genre crop up regularly throughout the film, these are for reasons of self-referentiality. Further, as Valerie Wee points out, while the use of intertextuality reflects an already firmly established postmodern trope, it occurs to such an extent in Scream that it becomes the film's text. As Wee contends, 'The Scream films, therefore, take the previously subtle and covert inter-textual reference and transform it into an overt, discursive act ' (2005, 47) . Such aspects become progressively more apparent throughout the franchise as each film recirculates its textual fragments. In considering theoretical and formal approaches to analysing Scream, this essay moves beyond Wee's analysis to consider the film more holistically. It not only takes account of its postmodern characteristics and revised characterization, as others have already done, but also considers its aesthetic devices, particularly those that intrinsically horrify. Moreover, it suggests that even though Scream could be viewed as a composite of previous slashers (and therefore not original at all), one might argue that, in fact, it distances itself from them. Mark Jancovich implies this when he states, Scream presents itself as a clever, knowing, ironic reworking of the slasher movie, which is presented as moronic and unselfconscious. It also endlessly references Halloween as a central text within the slasher movie. However Carpenter had little or no sense of making a slasher movie, and many critics at the time saw it as a startlingly clever, knowing and self conscious play with the genre. Carpenter could not have seen Halloween as a slasher movie because there was no such category at the time (Jancovich 2002, 8) .
It is therefore also suggested here that Scream moves beyond parody, since, as implied by both Wee and Jancovich, its qualities, though clearly alluding to previous slasher films, are both divergent from and autonomous of them. Moreover, the film lacks any overt humour. As Wee comments, 'I do not believe the films themselves are comic parodies of the slasher genre. While characters in the Scream films offer ironic observations about the conventions of slasher films, the films themselves remain "straight" slasher films ' (2005, 57) . Indeed, whereas Scream and its sequels are both ironic and reflexive, they differ from their successors, such as Scary Movie (2000; dir Keenen Ivory Wayans), which, contrastingly, does contain scenes of spoof and comedy. In this way, Scream arguably corresponds with Jean Baudrillard's (1994) concept of the simulacrum -in other words, it is a copy of an original that has come to replace it (Allen 2011, 177) . Engaging with the work of Dyer (2007), Allen (2011) and Baudrillard (1994) , this chapter debates the theoretical and formal implications of Scream as a pivotal postmodern slasher of the 1990s and its impact on, and implications for, subsequent films of the franchise and genre.
Previous slasher conventions and iconography
An examination of the revisionist nature of Scream warrants consideration of its predecessors. In this respect, Rick Worland outlines the generic
